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Vietnamese society today.
The exhibition focused on national development and was significant for its integration of a memory approach alongside historical narrative. In one area of the exhibition, visitors were asked 'what is your memory of Doi Moi?' and invited to write their recollections on a piece of paper and post these in a letter box at the far end of the exhibition space. In another, photographs of political leaders and government policy documents were displayed alongside images of agricultural and industrial productivity. This mixing of history and memory led one journalist from the state newspaper Nhân Dân (The People) to observe how 'there is a curious mix of old and new in the exhibition.' I begin this article by drawing attention to the journalist's reaction because it typifies how exhibitions in Vietnamese national museums are met with certain expectations about what story is told and whose voice is heard. The comments remind us, as Hodgkin and Radstone (2006: 1) have discussed, how contests over history and memory are usually over how truth can be best conveyed, rather than what actually happened. On the one hand, the display of policy documents and photographs fall into what Hall (1999) terms a 'selective canonisation' of history; which for the Vietnamese state is an officially recognised Marxist-Leninist chronology of national achievements (thành tựu) and revolutionary events. Such a classification involves placing historical events within a linear timeframe, thus presenting a story of social progression framed within epochal time periods.
As such, visitors generally encounter Doi Moi as one of the last epochal events in the history of the development of the Vietnamese Communist Party (VCP) -the reform process as an open-ended and incomplete project which started in 1986 and commences to the present day. On the other hand, however, the fact that visitors were invited to respond with their own personal memories was met 1  2  3  4  5  6  7  8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41  42  43  44  45  46  47  48  49  50  51  52  53  54  55  56  57  58  59 Writing in the 1990s, Tai (1998) claims that state museums exert a rigid control over official government histories and present the past exclusively from a Hanoi point of view. This stewardship of the historical past, according to Pelley (2002) , derives from the post-revolutionary period in
Vietnam which witnessed an intense production of nationalist discourse and imagery. Nationalist fervour created visually moving images of heroic resistance and national unity using colour and black and white photography, an assortment of military weaponry, and dioramas of battles, which visitors find in Vietnamese museum today. More recently, there is now a realisation amongst some Vietnamese senior government ministers that museums need to change to make them more appealing. Some are directly advocating museums to modernise and update their displays. However, this is not necessarily straightforward. As Sutherland (2005) reveals in her analysis of some state-run museums in Hanoi, constraints that exist for Vietnamese museum workers mean that they have to balance between adhering to a nationalist message of resistance to French colonialism, and pandering to the international tourist market (many of whom are French visitors) by toning down any anti-French sentiment displayed in exhibitions. Schwenkel (2009) has demonstrated a similar dynamic in the War Remnants Museum in Ho Chi Minh City, where exhibition displays are changed according to foreign policy and relations with the United States.
Coupled with this urge to innovate, Vietnamese curators too are connected to global museum networks and influenced by international standards and training programmes run by UNESCO and ICOM that impacts on policies and practices in Vietnam (Prosler, 1996 (Nguyen 2008 ). This is not without its problems because museum workers must navigate state policies. As Bodemer's behind-the-scenes analysis of the Vietnam Museum of Ethnology points out (Bodemer 2010), by inviting communities into the museum to recall their memories of the recent past, museums participate in the expansion of historical consciousness and so transform national narratives in the process. Pressure to innovate, I show, has been met by resistance in some quarters that seek to maintain the Marxist-Leninist approaches to history.
Museums, heritage and development
One of the most useful contributions of relevance to this discussion of development is an edited collection by Basu and Modest (2015) which explores the relation between museums, heritage and development. Derived from a seminar focusing on culture and development, the collection explores how international development organisations and agencies such as the Aga Khan Development Network, the Ford Foundation, the World Bank or UNESCO deliver cultural projects under the auspices of heritage and development. Their approach sets out to bring together two spheres of research that Basu and Modest (2015) claim had existed separately: the body of work focused on exploring the relation between museums, heritage and community, which includes debates about social inclusion, community empowerment; together with an emerging body of research that focuses on cultural heritage in post-conflict societies, human rights struggles, and tourism development. Their aim is to 'to look beyond both the economic and instrumental value of cultural heritage for development, and to explore its intrinsic value in reimagining development as a cultural project, and particularly as a culturally context-specific project. ' (Basu and Modest, 2015: 26) Understanding how exhibitions as projects reimagine or re-work official histories is a useful framework from which to explore how development is represented. An anthropological study may reveal how representations of national development take shape in a state institution, and the opportunities and constraints such a project offers in transforming existing discourse. The literature in this field is, however, quite narrow: most scholarly work examining heritage and development in the Vietnamese context almost exclusively deals with the role of cultural heritage for development and often with a strong focus on tourism development. Typically, scholars have explored the conditions for the development of tourism infrastructure and requirements for policy development to expand tourism resources in the country around heritage sites, particularly in relation to war heritage in the post-reform era (Jansen-Verbeke and Go, 1995; Henderson, 2000) . Others have (Lloyd and Morgan, 2008) . The former link development to economic growth -framing heritage as a commodity or resource to be used -while the latter privileged space where few in late-socialist countries get to glimpse (Denton, 2014) . Kratz and Karp (2006) describe how museums are complex organisations which are often faced with conflicting and contradictory demands, and shaped by a multitude of stakeholders and connected 9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41  42  43  44  45  46  47  48  49  50  51  52  53  54  55  56  57  58  59 
Museum culture
through internal and external relationships. These 'museum frictions' applied also to the exhibition at the Vietnam National Museum of History, as the exhibition process involved approvals from the museum director and a panel of external experts at various stages. Watson (1994) points out how socialist states were not necessarily omnipotent in controlling history, and this appeared to be the case in the Doi Moi exhibition: the project attempted to depart from conventional chronological approaches and adopt a conceptual approach to the Doi Moi period which combined history and memory in order to project a shared experience of the reform period to visitors. The aspiration amongst the curatorium to innovate the existing practices by employing a multi-vocal approach was met by the expression Đổi mới bảo tàng (renovation of the museum) and was contrasted with bảo thủ (conservative) -referring to the conservative influences within the museum which some of the exhibition team believed held them back and limited the ways exhibitions could be produced. Using a multi-vocal approach meant that curators could ask visitors to identify with the visionary ideas of the key thinkers, businessmen and women, farmers and factory workers as they set out to transform the country into what it is today. Hence the subtitle 'journey of dreams' signified a better future for all and was represented by a poster at the beginning of the exhibition of an angel reading a book on Doi Moi and a hammer and sickle symbol above her. The curators wanted the exhibition to represent an inclusive history of what drove renovation, incorporating the stories of not just politicians and prominent reformers, but also ordinary people, who all had been motivated to create a better future. In this way, the personal recollections and testimonies of diverse individuals were displayed publicly, contributing to the overall narrative of national development and progress.
Instead of using time to structure the narrative, the curators employed a number of themes including political slogans to represent reform and development. Slogans such as 'Đổi Mới hay là chết' (Doi Moi or die) served to emphasise the urgent need to reform the economic system that had led to the hardships of the rationing system (bao cấp) from 1975 to 1986. 'Đổi Mới để tiến lên' (Doi Moi to advance) characterised another popular slogan that urged people to reform and adopt an entrepreneurial spirit. This meant that conventional modes of representation such as timelines, historical facts, images of progression gave way to individual quotes and stories as well as everyday objects and possessions which produced a broader and more expansive understanding of development. For example, one case displayed a family photo album opened to display a woman sitting inside Manchester United's Old Trafford football stadium. It included a story of how Doi Moi had opened borders to the outside world. Another displayed mother goddess costumes with text explaining how prohibitions on ritual performances had been relaxed after Doi Moi. 
Transforming history
Crane ( other museums were a shift towards visitor-centred approaches has guided exhibition projects (Black, 2011) , the concern amongst the curatorium was focused on how the museum senior management and their leaders in the VCP would respond to the new approach (rather than the public). How were expectations to be managed, especially as the exhibition team wanted to tell the unofficial stories of Doi Moi and in particular, those stories that countered the official 'success' stories of the VCP?
The debates amongst the curators about including the story of early reformer Kim Ngoc highlight internal tensions and anxieties and reveal the frictions within about managing expectations. Kim
Ngoc was the leader of Vinh Phuc province and in the 1960s, he embarked on a series of agricultural These unofficial reforms were responses to the need for food in rural provinces and drove local leaders to instigate household agricultural production schemes in order to prevent local populations from starving. After several years the central government clamped down on these reforms and punished Kim Ngoc for deviating from central government policy.
MacLean (2008) The inclusion of this story could be understood as a critique of VCP achievements, and at the same time pose risks to the staff themselves. If the exhibition was not a success, then the exhibition team might be sanctioned politically. This, I heard, could mean missing out on promotion or facing restrictions on access to state resources. After much debate, the curatorium decided to include the story (although in the smaller front text panels of the wall cases) positioned alongside personal narratives of prominent politicians who had supported Doi Moi prior to its inception (and had been sceptical of conservative elements in the VCP). Displaying the dissenting voices of senior party officials was a strategy to endorse their decision to include the Kim Ngoc story and so persuaded them to air this narrative.
Another debate that surfaced within the curatorium was the inclusion of education in the post-Doi Moi era. Curators organised an interview with a local school principal who had ran a private school since the reform process began and had established a national reputation for academic excellence amongst its pupils. However, once it was pointed out that the school no doubt attained success on the basis that it was privately funded, and that state-run schools do not perform as well as statefunded ones, the theme of education was withdrawn on the basis that this may be read as a criticism of the state education system. Madsen (2014) writes how national heritage has played a central role in legitimising the Chinese state: whereas the state was once portrayed by Marxist ideology and revolutionary martyrs who fought for the Communist Party, the state now fashions itself as defender of 5000 years of heritage.
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Audience and development
One of the key innovations within the exhibition was the memory wall, which intended to encourage public participation in the production of Doi Moi memories. This process of airing personal memory runs counter to public expectations of exhibitions in state institutions in Vietnam. According to Watson (1994) , socialist states attempt to eradicate personal memory as it can be at odds with official narratives and so poses a risk (noting how the former may be more reliable). Rather than censor personal stories in the exhibition, the curatorium -in consultation with the director -asked visitors to place their memories into a box for curators to read and pin appropriate responses to a blackboard placed in the exhibition space.
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These comments demonstrate how some visitors actively participated in the process of memory, a process of recollection that endorsed the collective rather than necessarily personal memory. This would explain why several of the visitors posting the comments had included their name and hometown, and even their phone number. These comments, in this way, could be understood as a form of personal testimony in which personal recollections become or endorse official narratives. It also endorses the way the exhibition governs transformation by accepting testimony that legitimises the state using a modern museum method of inviting public participation, albeit through stringent selection.
Conclusion: Vietnamese pasts and futures
In this article, I have used the Doi Moi exhibition as an example to show how memory approaches have expanded narratives of national development that had, until then, operated through a chronological logic. The ethnography of the exhibition process has highlighted the various ways expectations are managed towards inward political relations by balancing policy criticism with personal narratives from prominent politicians while at the same time side-lining Marxist-Leninist approaches. In essence, the exhibition acts as a space where narratives of national development were governed and re-worked, to include quality of life, human welfare and social well-being, and respond to changing political ideologies.
For those interested in the broader relations between museums and development in Asia, the new economic climate in Vietnam has meant that even history museums devoted to the revolutionary past are responding to new market conditions (which are fundamentally at odds with the ideology of the Ho Chi Minh era). On analysing social and political transformation in Vietnam, Giebel (2000: 170) observes how exhibitions act as windows into changing climates. Writing on the commemoration of Vietnamese revolutionary hero Ton Duc Thang, Giebel is interested to know why a secular state now endorses openly religious forms of commemoration, using his analysis of the museum to reveal various shifts within Vietnamese society that have accommodated such transformations. What is important to Giebel's hypothesis, is how the museum functions as a shrine, a syncretic ritual space for acts of commemoration that embrace both ancestor worship and the revolutionary spirit, where
shared Vietnamese values coalesce and are made visible.
In the case of the Doi Moi exhibition, the museum space operates as an active, transformative space, rather like Ton Duc Thang's museum (Giebel, 2000) , in which the public play an active role in (Duncan, 1991) . Indeed, as visitors queued to photograph their friends and themselves standing under a period Hanoi street sign placed in the exhibition space, together with a cluster of collected objects from the late 1980s, these everyday icons from the onset of the reform period added a nostalgic element to the exhibition.
Unlike the former German Democratic Republic (GDR), in which Arnold-de Simine (2013) describes how museums and memory institutions have either focused on state oppression and suffering or consumer culture and everyday life (the latter of which is safe and popular), in the case of the Doi Moi exhibition, the nostalgic did not attempt to detract from the historical events that defined reform. Rather, as a kind of technology, the exhibition employed memory to anaesthetise the historical past, appearing to appease policy decisions that defined the Doi Moi era and at the same time introduce a more expansive and acceptable idea of development which could focus on the future wealth and well-being without having to air grievances and placing blame on the state for past failures. In this way, the Vietnam National Museum of History is responding to changing contexts by governing public participation in a shared narrative of Doi Moi as one that looks to the future, and not necessarily dwelling on the past. 1  2  3  4  5  6  7  8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41  42  43  44  45  46  47  48  49  50  51  52  53  54  55  56  57  58  59  60 
